Abstract: This paper specifically addresses linkage, a characteristically Brahmsian technique (SMITH, 2007:109), employed in the formation of musical ideas through the gradual transformation of precedent elements, being considered as an indicator of the use of developing variation (FRISCH, 1984:120). After being given its definition, typology and exemplification, a case of linkage in Brahms' Sonata for Violin Op. 78 is comparatively analyzed with two similar occurrences in the work of the same genre by Leopoldo Miguéz. The results reinforce the hypothesis that Miguéz would have employed organic constructive processes in his sonata.
Introduction
This paper integrates an ongoing PhD research intended to comparatively analyze the thematic structures of two almost exactly contemporary violin sonatas: Brahms' Op.78 (composed in 1878) and the first work of this genre written by the Brazilian composer, Leopoldo Miguéz (1850 -1902 , cataloged as Op.14. A previous study (MAYR, 2015) has found the presence of strong affinity correlations between the eight themes of Op.14's first movement (organized in sonata form). Moreover, it was demonstrated that most of their structures could be analytically explained as having derived from the gradual transformation of a group of six basic elements present in the first four bars. This constructive procedure can be associated to two principles elaborated by Arnold Schoenberg (1874 Schoenberg ( -1951 , considering the organic musical creation: developing variation and Grundgestalt. The latter, generally translated as "basic shape", corresponds to a kind of seed from which, in an ideal case, all the material of a composition could be extracted, through intense use of derivative processes, named developing variation. One special use of developing variation is in the construction of the thematic structure of a musical piece, in such way that all the main themes are mutually related by "parenthood" links derived from the basic motives (forming the Grundgestalt), through gradual and progressive transformation. Considering that this is precisely what occurs in the thematic structure of Op.14's first movement, one can speculate on how Miguéz acquired this special economic and organic modus operandi. According to this, the present paper specifically addresses the linkage technique, considered as a characteristically Brahmsian thematic developmental procedure (FRISCH, op.cit; SMITH, 2007) . Besides definitions, typology, and exemplification, two selected excerpts of Miguéz's piece and one from Brahms' are analyzed. By hypothesis, the unequivocal analytical identification of the presence of linkage in a given musical passage may constitute a concrete evidence of developing variation, as opposed to a mere superficial transformation without further structural consequences.
Linkage
According to Peter Smith, the linkage technique (in German, Knüpftechnik), originally one of the elements of Schenkerian analysis, "reflects the theorist's [i.e., Schenker's] penetrating insight into the motivic dimension of tonal music" and consists of the "transformation of a gesture of conclusion into one of initiation" (SMITH, 2007: 109) . In an alternative definition, linkage occurs when "a 'new' idea evolves spontaneously from a preceding one" (FRISCH, 1984: 15-16) , which can be associated to the concept of gradual development. Considered by both authors as a distinctly Brahmsian constructive procedure, the employment of linkage for generating new themes from preceding motives is one of the most efficient manners to provide a continuous and organic growth in a musical piece. Figure   1 presents a graphical representation of the use of linkage: the motivic element X that ends the musical idea a serves as basis for the beginning of the musical idea b. In general, the element X' suffers some kind of transformation, for example, melodic variation or metrical displacement. Anyhow, the new context provides sufficient contrast for both ideas, while the strong similarity between X and X' creates a unity of its own and grants continuity to the musical flux. (i.e., the expected V 5/3 ) is elided, in some way harmonically fusing both sections. This contributes to the fluency of the musical narrative, being therefore perfectly adjusted to the idea of linkage. In addition, the almost obsessive repetition of the melodic fragment (G-F#-E)
Types and levels of linkage
properly prepares the entry of the main theme of the exposition. 
Linkage in Brahms'
Op. 78 and Miguéz's Op.14 As mentioned above, the sonata Op.78 is a very representative piece of Brahms' mature phase concerning the developmental thematic treatment. Because of that, it would not be surprising to find in it plenty of occurrences of the linkage technique, one of the most characteristic and powerful procedures for producing developing variation, according to Walter Frisch. In fact, we have already detected a considerable number of cases of linkage in the Op.78's first movement, which are invariably employed to introduce new thematic ideas from transformation of precedent motives. However, in order to highlight the comparative nature of the analysis, we selected a special passage that resembles the melodic strategy employed by Beethoven in his Op.90 (see Fig.4 ). As shown in Figure 5 , this case involves sectional boundaries (level 1) and is essentially based on the melodic parameter (type a). An imitative dialogue between violin and piano based on a motivic fragment at the end of the secondary thematic group prepares the entry of the first concluding theme of the exposition. 
Conclusion
This paper addressed the concept of linkage, a compositional technique intended to provide a fluent connection of musical ideas, which is firmly associated to organic musical construction and, consequently, to the principle of developing variation. A case of its application in Brahms' Op.78 was selected as a model for comparison with two similar occurrences (of the same type and level, according to the proposed typology) in two different movements of Miguéz's violin sonata. The analysis of these cases suggests that Miguéz has in some way assimilated this distinctive Brahmsian procedure in the construction of at least two of his themes. Probably this assimilation, like in Schoenberg's case, may have resulted from a combination of pure intuition and analytical observation of Brahms' modus operandi. It is important to add that until the present moment the analysis has found a considerable number and diversity of cases of linkage in the Op.78 and just the two in Op.14 presented in this study. In spite of this asymmetry, the results contribute to reinforce the hypothesis that Miguéz employed organic constructive procedures in the composition of his violin sonata.
Evidently, the analysis will be continued, in the search to identify and classify other cases of linkage, aiming at presenting a complete panel of the use of this constructive technique in the both sonatas.
This systematic search for evidences of the use of organic thematic construction in these pieces will be expanded in the next stage of the research through a similar analytical examination considering other procedures listed by Walter Frisch (1984: 170) as unequivocal indicators of developing variation: the metrical manipulation and the thematic transformation.
